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Parts o. the Mouth and Throat brought into action in the Cultivation of the Human Voica

This Plate represents all the parts of Dhe mouth and of the throat

which are brought into action in the cultivation and development of

the human voice. When the mouth is shut, the tongue takes the

shape of A, B, C. E is the uvula ; F, the soft palate ; G, the pas-

sage which communicates with the nose ; H, the larynx ; I, the

Epiglottis; K, the Windpipe; L, the Glottis, or opening of the

Larynx, passing through which the breath in ascending from the

lungs, produces the vocal sounds ; M, the cervical vertebrae ; N,

the cavity of the throat ; 0, the cavity of the mouth.
r

ihe windpipe has a natural elevation and depression, and therefore

gives the larynx a movement either downward towards N, the cavity

of the throat, or upwards towards 0, the cavity of the mouth. In pro-

ducing the grave sounds, the windpipe, K, descending, the larynx,

H, is inclined towards the cavity of the throat, N; and in passing

from the grave to the acute sounds, the windpipe gradually ascend-

ing, raises the larynx, which then inclines towards the cavity of the

mouth, ; and this is the cause of those sounds to which the name
of "head voice" is given. During this action, the interior muscles

of the larynx dilate or contract; in dilating they produce the grave,

and in contracting the acute sounds. . >

The elastic action of the muscles give*, the. glottis the power of

forming itself into a variety of spaces, and as every sound requires

a particular space in which to be produced, sg from these various,

spaces are derived all the sounds of the vo'vce. But the quality of

the voice is shown by the position of the vocal organs in the throat,

as I have before observed.

In pronouncing the open sound of the Italian a, the mouth has a

pleasant, smiling appearance. The tongue lies flat, as A, D, C,

The soft palate, F, and the uvula, E, stretch towards G, the passage

communicating with the nose, and thus form a space sufficiently

large to allow the sound to pass through it quite freely, and with a

capability of expansion. This is the only position proper for prac-

tice ; all others produce injurious effects and bad habits, of which I

will mention the following :
—

1st. The projection of the lips, as in pronouncing the vowel o

This position, by compressing the muscles of the throat, prevents a

free expansion of the sound, which, consequently, is thick in quality,

and deficient in power of vibration.

2d, Too much lateral extension of the lips, produces a weak qual-

ity of sound, because in this position the muscles of the throat be-

come stiff, and therefore the sound has but little power of vibration,

and no capability of expansion.

3d. To close the teeth too much, produces an fleet almost similau

to that caused by shutting the mouth. The who e space, therefore-

becoming contracted, the tongue curvin itself nearly as A, B, C, irj

the plate, and the soft palat and uvula descending, the sound is nc

longer able to issue freely, but introducing itself into the passage, G,

whieh communicates with the nose, i becomes in consequncee, nasal

\.



LABLACHE'S METHOD OF SINGING.

CHAPTER I.

i)F THE STUDY OF SINGING.

Thl study of singing can be undertaken, before that age at which the voice is generally supposed to coar.ge,
•vithout any danger to the health or to the voice. But, during the period of transition, it is necessary either

to interrupt the exercises altogether, or to sing only very moderately, and entirely abandon the employment
of sounds extremely high or low. The skilful and conscientious teacher must determine the best course for

the interest of the pupil intrusted to his care.

There are three things to consider in the art of singing ;— First, sentiment ; second, voice ; third, execution.

Sentiment and voice are chiefly the gift of nature. Study can develop and strengthen them, but it cannot give

them to one who is entirely destitute of them. Execution can be acquired and perfected, with more or lest

labor, according to the aptness of the individual.

As before singing well it is necessary to sing in some manner, we shall have to occupy ourselves, at first,

with the voice and with its mechanism. We shall afterwards speak of musical sentiment, and of the prope?

means for developing it

CHAPTER II.

OF THE VOICE. AND OF ITS FORMATION IN GENERAL.

What is called the voice is the sound which human beings have the faculty of producing with then own
organs. The lungs and the larynx are the principal agents of it ; but it is modified by the co-operation of th«?

maxillary sinuses, the nasal cavities, and the frontal sinuses. The greater or less opening of the uppei

extremity of the larynx, called the glottis, produce sounds more or less grave. The purity of the voice

depends upon the exact relation which there should be between the degree of opening of the glottis, and the

degree of elevation of the sound which it is desired to produce.

What is called talent for singing consists then principally in the aptness to seize this relation, and in t «

promptness with which this organ can articulate the sounds which the mind has conceived.

DIVISION OB THE VOICE.

The compass of sounds formed by the human voice, may be presented by the following scale:—
; 3 Soprano.

«

2 Meuo : Soprano.

[I Contralto

mmi±
• • m

f-f~T '

• • •
« _ • •

-*-m
i

• ••• •••• • * • •

«

: i But
. # ****««« •••*«* *••••• ••••••

; t Concordant or ftaritoaa.

• 3 Tenor

• ••••• •«•••• • • «

»•• «••••

i



4 LABLACBE'S METHOD OF 8ING1WO

This scale is formed, as may be seen, by six kinds oi voice;— three male, (Bass, Concordant 01 Barytone

and Tenor) and three female, (Contralto, Mezzo-Soprano, and Soprano). It may be observed thit No's. 1

2, and 3, of the female voice, correspond to Nos. 1, 2, and 3, of the male voio, at the distance of one octav«

above ; thus the Contralto has the same compass as the Bass, and so ov.

OF THE REGISTERS OF THE VOICE.

Men have the faculty of forming two series of sounds, which are called registers of the^voice. The fir«

and is called-£=
series commences with the lowest note of the voice, and extends for the Bass as far as g^

the Chest-register. Above this sound would begin another series, which would be called the Head-register

;

but the Bass voice has such a force, in its Chest-register, that it is almost impossible to well unite or equalize

these two qualities of sounds. Hence the use of sounds of the Head register has been discarded in this kind

of voice. ,

Barytone and Tenor voices, which are softer and more flexible, can make use of the two registers and

these are distributed in the following manner.

Tenor.

Chest voice

.

%T 8

fTf r^^p
*t t Chest-voice.

H It
•TT

Head-voice. •

-H--d=z
rE=z±

Head-
voice.

Barytone.

The female voice is divided into three series of sounds, or registers; the Chest, Medium, and Head-registei»

'Tie Contralto voice, which is the Bass of the female voice, rarely employs the Head-register.

This voice varies in its capacities with almost every individual ; hence it is impossible to fix the limits cf it*

registers precisely.

The Mezzo-Soprano and the Soprano, divide their sounds in the following manner.

Soprano.
> • •••••• »••*••••••• •••••••••••••••« >•••••••« >••••••••••••• *

Contralto.
Head-vole*.

w^

Chest-voice.

»••••••

WW* i i j j_-£^rr^—*—v—p

—

f

Middle-voice.

6=§ feUil
I

Chest-voice. Middle-voice.

Meuo Soprano.

• • •

• • • •
• • Head-voice. • •
• • • •

CHAPTER III.

OP THE MANNER OF EXERCISING THE VOICE.

ExPERibac* « shown, that, in order to form the voice and equalize it, the pupil should sing much on the

towel sound a,* and a little also, but at a later period, on the sound a.f This is called vocalizing.

Vocalizing, b) laying bare, so to speak, all the faults of the voice, which would be in part disguised bv *h€

employment of w ords, becomes for this reason the most efficacious means of combatting them.
|

The conditions of good vocalizing are, first, to know how to hold the mouth well ; second, to breathe well

hhd to form and send forth the sound? of the different registers ; fourth, to pass insensibly from the sound*

* * at? in fitr a. as in far*'
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•I one reguter to those of another; fifth, to attack and connect sounds for forming succession* We p*oct<4

ro devote a special section to the analysis of each of these conditions.

ON THE POSITION OF THE MOUTH

The mouth should be kept smiling, without distortion, and opened sufficiently to admit the end of tne

forefinger.

The jaws should not remain always perpendicular one over the other, (as has been wrongly said,) but in the

position which is most natural for the conformation of the pupil's mouth.

The tongue should be suspended, and placed in such a manner as to leave the greatest possible open space

ON THE RESPIRATION.

A long and easy breathing is one of the most essential qualities for the singer. Hence we persuade the

pupil to practise holding his breath for a long time, even without singing. In order to take in the breath, he

should be careful to make the chest rise and swell as much as possible. He should remain in this position

as long as he can, and then he should let the breath flow out very slowly, until bis chest has regained in

natural position. Afterwards he should begin again, observing that the mouth is moderately open, as well ir

drawing in the air, as in pressing it out again. By this exercise, lungs of a moderate capacity will become ablf

to furnish a well-pitched sound which will last from eighteen to twenty seconds

TO FORM 80UND8 OF DIFFERENT REGISTERS.

The sounds of the Chest-register should be produced by sending forth the breath freely, and in such a

manner as not to strike against any part of the mouth on its passage ; the least rubbing against the glands

destroys the vibrating quality of the tone. Females will obtain them more easily by keeping the mouth *

little rounded.

The Medium sounds are produced by directing the breath against the upper teeth.

The Head sounds are made by directing the breath entirely towards the frontal sinuses.

There are two faults to be avoided in the delivery of the voice;— first, the guttural sound; second,

the nasal sound. The first proceeds from the fact that the tongue is too much pressed backwards, and

against the lower part of the mouth. It may be avoided by pushing the tongue forward a little, and keeping

it suspended. The second is because the breath is forced into the cavities of the nose. With attention,

beginners who may have a tendency to this, will be able to avoid it easily ;
but, in order to eradicate il

with persons with whom it is a habit of long standing, there is no other means than that of making them

vocalize at first upon the vowel O, then upon a and upon a, holding the nose pinched in such a manner that

the breath cannot pass at all. This expedient is the only one the efficaciousness of which has been proved

lo us by experience ; we point it out without fear of ridicule, persuaded, as we are, that when the pupil shall

aave become able to send forth his voice in this manner, the fault will have disappeared entirely. Observe

only this, that one should not attempt to sing with words in this manner; it is quite impossible.

Every sound ought to be uttered without feeling or groping about for it. Many persons, when they are

required to sound Do, are disposed to strike La or Si, and then lead the voice rapidly up to the required Do.

This occurs frequently in striking notes which are pretty high. It is a fault which must be carefully avoided

We must also avoid commencing a sound, by preceding it with a kind of preparation, which may be

expressed by urn.

When one finishes a sound without having exhausted all the breath, it is necessary to use care to stop tf*

remaining breath very gently, and not to fling it out with a kind of expiration very disagreeable to hear M •

- •hould equally avoid shutting the mouth as soon as the sound is finished.
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Chest voice Middle-voice.

EXERCISE L

FOR THE

MALE VOICE

I

&~

Slowly.

EfgpE^j^EE^^z^f^f^Egzt

i-e—REf-eeJ-feJ^^^eE^sST-P-JW'jsjzzlz: : zE «"r±£ £-jg sdE

lfc^&{B|3E£^!^ig^}fE£ g^~~r

• •••• •••••••••

* Head-voice.

m
»•••••••• >••••••••••< • •«*-•• »•••••«

Middle-voice.

iilii
Chest-voice.

<s>- 55I-E ^gj^LrlJ.-rfjjqgi
"zr« *

This exercise should be performed by forming the sounds, according to the principles given above, an<

breathing on each rest.

For Barytone and Mezzo-Soprano voices, this exercise should be commenced a third lower; and fo

Contralto and Bass voices, it should be transposed a fourth.

OF THE MANNER OF UNITING SOUNDS OF DIFFERENT REGISTERS

The two registers of the male voice frequently afford unequal sounds, which would produce a very disagree

able effect, if the ability to unite them could not be attained by study. The highest tones of the chest are veri

strong, by the very effort which they require, while the first head-tones are very soft and often feeble. Henc

it is necessary to apply one's self to strengthening the latter, and softening the former. As our organs perm
us to produce the extreme sounds of one register, in the next register, the best means of uniting the two kinc

of sounds, is to begin by making a single sound pass from the chest-register to the head-register, and vice vers*

EXERCISES FOR UNITING THE CHEST-VOICE WITH THE HEAD-VOICE.

The letter C indicates the Chest-voice, and the letter H indicates the Head-voice.

To facilitate the reading for amateurs, we have written all the exercises in the treble clef, though for ma
voices this manner of writing is not regular.

Chest. Head. Chest H H C

EXERCISE II.

FOR THE

MALE VOICE

SteEEEEEEEEEE
^T-T-^T

£ i

C H

t *? \*f- \~T »i?' \ F=r£=liitl
~0T
Mr 1

-<5h

- *: no-

ts^fcafehsEz: Ez825ri

:: ti wm zE

iww^
Y r iS>- ~JBrT ~ ~p~ tS

1 r~^BT^^
±=a

r& i
* Mm wb# have menor voioes will do wall lo exorcise themselves in ringing the entire aeaie from 4

J»e gbeet-TOiee



EXERCISE tU

FOR THE

HALE VOICE.

LABLAOHK 3 MKTHOD OF 81NQINQ

h o o

^ FE^E3F: m &=^=feji

B V.

S&^-Zm

-& 35::

is* jSL

3S
—~~:

^=H8: 1 <^- i^l
isrn:

-J • -h& —??*— —lb* J

it h.

S^EUS
v£*

e
H-

HF^= *F *•*^
ti

0.

1^1

* I& i=t* 1 56^feE=E=|gEE=}^^E

h^=-|y=f^fe
6gp #r

_b«_ zzz: :b2^ziiipK5:==:=iz ^
Tenor voices can form a kind of sound which is called mixed, because it combines the vibrating quality of

1 the chest-sounds with the softness of the head-sounds.

It is very difficult to fix the upward and downward limits of this kind of voice. We have heard Tenon

who, in descending scales, prolonged it even to S^^-fEE and omy reg*"1^ ^e chest-sound at the lower G.

This aided them admirably in making the difference of sound, existing between the chest and head-registere,

disappear.

[ Hence we urge Tenor pupils to exercise this kind of voice in its whole extent. As for the means to be

employed, they can only be pointed out by the verbal instruction of the professor. We shall merely recommend

to them to guard themselves against the habit of the guttural sound, which is easily contracted in the use of

the mixed voice.

i
•••*•• •••••• •••••• «••• ••••••••••••••

•

Mixed.

» ••••« ••••••••••••••

_ Head. Mixed. Chert.

*p-*f\4*—0=$
EXERCISE IV

/

FOR THE

MIXED VOICE

feEEfi

Although female voices have in fact three registers in the compass of then voice the passage ftomth.

medium to the head-voice offers but little difficulty to them. They should, above all, direct then attention U

the union of the chest-register and the medium-register. The difficulty to be overcome is flie same wh£

men experience, and the means to be employed are identical, namely, weakening the h.gh sound, of th.

and rtrengthening the first tones of the medium
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EXERCISES FOR UNITING THE CHE8T-VOICE WITH THE MEDIUM-VOICE

'fhere aie many female voices which experience almost no difficulty in changing the register; these an
generally those which have not great r> * er. It is for the master to distinguish who need to perform tl es*

exercises, and who can do without them.

The letter C indicates the chest-voice, and M the medium-voice.

EXERCISE V.

FOR THE

FEMALE VOICE.

fefe^^ ^^§SSSI
-<sf* -st* -fzST^ j*-/s£* 842> *k-*sL ~&~ zh" s

—

ISai^aWr-Sr

M C

EXERCISE VI. FOR THE FEMALE VOICE.

MC C.... M C C....M c. a m. c

iSSiPiSSIi-fgliS^ ^33
j&&SE£gt3?§l

^3%3g3s 65— S=*I **=^=dS
^S>_ (5, e. _^__l>«___ Tl2S_,__£?.

fefe fes?~_i::l2»: zr

ss

As the head-tones with females are stronger than the medium-tones, in order to unite these two registers!

they must follow a process the reverse of the preceding ; that is to say, they must strengthen as much m
possible the last medium-tones, and soften the first head-tones.

EXERCISES FOR UNITING THE MEDIUM-VOICE WITH THE HEAD-VOICE.

The letter M indicates the medium-voice, and H the head-voice.

EXERCISE VII

FOR THE

PRMALE VOICE

H M.

ym§mm&
;ers:^ a

-Gh- I
t0>-

Zbc&
— [*£>-

lg
'ST. jsl: mh&—;

-b<S9- ^^1 «-

<SE31
@S'
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iifl.p-liIliiig^Pf*!IipP

bfes!--ibs:=-l b sz-Ff-sr jg {[g-h^ f"^" lf^F*^~^-jzJ!g=:=fEjf^i

These exercises ought to be sung very slowly at first, and in proportion a. the pupil shall acquire facility in

passing from one register to the other, he can accelerate the movement.

It is to be observed that in singing scales of a certain quickness, the voice should not be changed on the

first tone of a register; but the use of that register, in which the singer find', himself, should be prolonged as

much as can be done without injury to the quality of the sounds.

These instructions are applicable to Tenor and Soprano, Barytone and Mezzo-Soprano voices. For the two

last named voices, the master will select among the exercises those which are within the limits of theii

respective registers.

We have already said that for Bass voices the union of the two registers is almost impossible. Hence it is

unnecessary for them to dwell upon exercises only made for attaining this end.

As for Contralto voices, they are so varied in their capacities that it is impossible to prescribe general studio?

for them. At the same time, the greatest part of them ought to perform these exercises, for uniting the cheat

voice with the medium-voice, these two registers being almost always well defined.

TO ATTACK AND TO CONNECT SOUNDS.

Sounds which should form connected successions, as diatonic and other scales, ought to be attacked boldly

and connected, without sliding, (save in the case of Portamento, of which we shall speak at a later period.)

We should pass suddenly from one to the other, but without giving to each of them an imp >f the chesl

or of the throat, which would make the singing resemble the manner of playing on the piano of one who

should strike all the keys successively with the same finger. The chin, thft lips, I the tongue, should

remain entirely motionless.

The articulation of the sounds should be formed by the throat alone.

EXERCISES FOR CONNECTING SOUNDS.

The master must take care to transpose these exercises into the keys which are suitable for
4he differs'

voces which are under his care, and to limit or extend them according to the capacities of each voice. But

we recommend to him to insist on the time of the measure, and never permit the pupil to hasten or retard the

movement when it has been once given. This is the only means of governing the voice, or, as the Italian*

"all it, fermar la voce.

In performing these exercises the pupil should breathe only on the rests.

Ill tie first three of the following exercises, the execution of the measure in sixteenths mav be omitted «

w
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JkODHBATO err]—i—i—I-

-

|

i i i~i 1 ! l

Augment the force towards the end.

EXERCISE VIII

I

e

&e
?EEE^=f

=§

/

i

*

g=S
«-

22:

* ^ » s
22ZZE2

F=f=f=1 !=if
5: ^-gj^

/-

§€91

1SL
-&-

\Z3J—J&-

jB |g f—i «

«

fcS!3Z jst

3

^fefegg

a i 5=
-<5>-

sz
«>-

£-^ S £=—

£

«- ^-

§1

e^rr-tr

s *wf'wrw m^F^&sM
'ST ST -- <^-

^> «-

Sw _ r

£ ^ £2=-

m
F^m^m
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EB^fe
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i

£ IB:?*

®
-^~ |^E

«*

(^~

«- m
S£

ig

gl^i SsliS

i^J^

*£ea?i
i

i

m
"ST

|P=~~ -T»
-&- E^E^

& ..Xg. ,l#- I
f

I

3?:
(5-

jsr
~~r. :2srz:z:=:

1

I^F^ Ip

fc^lip^S^S
iis i

H

I

==F^^I^^ra»wtvIKP

:8b

^P
f

• '

i
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In 4iifc **ercise more force must be given to the highest note. We have indicated this by the sign >.

EXERCISE IX.

WmiW^^p

$&$^^^%ffiffifc0SS§£&0mi39B*t.
>

mm -<§-

J=x
i I I I : |

« fij J—<5?i P
i l 'ill I@U@S& gjSJfflli 5EWE

12: HZ

-<S^ t<^-

-^

r=p

«- a
T g>

fr
o- laz a kg.

S§^
a

-A A_T A A A A A___ A A.

^r^g^fe^grf^iSf^S:
-A A A_ ^A

iSl m 1t" H—

b

¥
W-•-f:

£ £=^=1
- "(S>-- -

pr~r~nr3

^f-^gf^tf^^^fe:
A A A A A

^ «^tE 'ST

^ite
+«?-

«- £
f

<s>- ^^ =̂^^ ?=S^S aT~ gw^mmi
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^^J^^gpffl^^H^
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i^i^ii aaC: z£^ ^zzzrj j J j.._i^L_:

@eS
/\ A A A A_

P2f=ff

IEEE fEl=it 1

^HEHlili . .sz;
&- ]^=Eife^ZE-jzzfS

igagga ve_|kv*- 0*-\y~—0*\j m

SC-

l_

EE3EEIHeH Efe==5feE=^ H
S^^ffiBfS^SSi - --y-£roj i u i

i

•# Lznari: ez :1

5T "if -6^

£ 1 T^— ETTTTM -=3
E€E%

tzzraa lczzzzzz_z 13^3!

- rT r r-f^
L4J^jro^#^^P^^^

?EE^E5^:*l
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highest note a little more forcibly throughout

J J y~

J

s v 8
SI*?f3Ss?sJ3 ^ JJJJJjJJJWl^

EXERCISE X p
îEi i

/\
-i

f

' _> ' Jl ^^5^^- -
i

"
-'J^|-3* v-« J "J&

a "or

%-A———-—
1 3^

f r-

1
3 m

r

.__._____ __
3pt
__

f f f

(

i=ifi=Jj5 -V- E33^£S

«_j.

IE?
i

_g'

i i

f p
=-_=_=_=_:

«:m
? i

—

ISeeSPSeI J^bjSbfagjfcj: cfiKa:iii
«&

_*l
F & 1 3

^? E£

i

EfEEEEEE£EEEEEE£ £ Pi

f

Il^S^gfcfe

—£5
"* * J JEEE

:E5=EI
m^^m * m
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'-^
2*

«- * fil

§=
S=====EE^ f £ -"E
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gfpF
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EEEEEfe I
r

£
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©-

A
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^EggE^^ggtegg^
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-&T
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EXERCISE XII
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Scales and other passages may undergo two modifications in the execution, which are indicated in t

«

following manner.

The half Staccato. ^ t-? .

—

t

EXAMPLE I. ^S3EffiE?S±
1 «^J — ) l^i—

^

The half Staccato is executed by giving to each note a very full impulse of the throat, in such a manner at

to let each sound vibrate a little separately.

.tt t f i ' i ' ' '

LU.L"<i » i»<*ljt
:ceri ^P

ii*.

:^3

The Staccato is executed by giving a quick and short impulse to each note, in such a manner as to separate

it totally, as if it were succeeded by a rest.

There sometimes occurs a staccato note following two connected notes. We should not, in this case, try t<

give an impulse of the throat to the note. It is only necessary to quit it suddenly, as if its value wer

diminished by a rest. ,

EXAMPLE III.

Execution.

I ^i *v \ I i I —«sJ

-htt -f-j—j rrfr ^r~~n i if- f ~
I g In—

r

1zjg
—

'

*%- is
l»» -fry

^W^M^&s"m- ^I^§z^^Sii
The pupil, who has carefully performed the foregoing exercises, ought to possess enough of the mechanism

u. ent-r upon measured and melodized studies.

So then, before giving any more passages, we will speak of musical sentiment, and of all that is connect**!

with it.

CHAPTER IV.

ON MUSICAL SENTIMENT.

Musical sentiment is an innate faculty, which may be measured by the degree of emotion which on*

experiences on hearing music. In its application, it may be divided into Expression, Taste, and Accent.

OF EXPRESSION

"Expression," says J. J, Rousseau, "is a faculty by which the musician feels deeply, and brings forth, wi^
*nrrgy, all the ideas which he ought to bring forth, and all the feelings which he ought to. express."

This quality depends on the personal organization
; its development, in each individual, is in proportion to

that of me faculty of feeling. But in vain would one possess it, to an eminent degree, if he had not acquired

by study the means of making use of it. These means constitute, so to speak, the material of expression, and
may be reduced to five.

First, Swelling the sounds. Second, The Portamento, or carrying the voice. Third, Phrasing. Fourth
Giving light and shade. Fifth, Executing the different embellishments of singing.

We proceed to analyze these successively, giving instructions, and furnishing suitable exercises for acquiring

them

• In general, all 8taooato sounds are executed only by the Soprano rv*.*
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SWELLING SOUNDS.
To swefj a sound, is to strike it with firmness, but as softly as possible, augmenting the force gradually U.

tiie middle of its luration, and from this point to the end, insensibly diminishing to the degree of force with
which it was commenced.

To succeed well with the following exercise of the scale witn the swell, it is necessary to take breath beforf

each note, according to the instruction given in rule second of Chapter III. ; to remain a moment, with the

chest raised, before giving forth the voice, and then to strike the sound in the manner we have just mentioned,
taking care to make no movement, either with the mouth or with the tongue, while the sound lasts

The practise of scales with the swell is the most useful exercise which can be performed for good singing
By this means, one corrects the faults of the voice, gives firmness to it, increases its power, and acquires the

flexibility which is indispensable for coloring the melody. Pupils, who desire to speedily gain command of
their vocal organs, should sing at least four scales with the swell every day for two months. Each soling

ought to last about eighteen or twenty seconds; thus a scale will last about ten minutes. So we advise thein

to devote forty minutes to this exercise ; these forty minutes, if taken at different hours of the day, will not

fatigue the chest, and will be time most usefully employed in the study of singing.

EXERCISES FOR CORRECTLY PITCHING THE VOICE AND SUSTAINING THE SOUNDS.
Sound each note with one breath.

No. l._—_ _—^ ___ _ ~=->~~=>
FOICE

PIANO.

mm
±<s> W>-

JhO
1STwmm^sm K5>

The sixth and the tenth notes are of difficult intonation ; often they will come out too low, and can be made
true only when the mouth is open more than usual, and the voice forced. The contrary happens in the

descending scale. The tonic and the sub-dominant are often too high. Tins may be attributed to the third

najor being too low in many voices.

o <> <
A
>

<> <> rOT_^> .<><><> <> .Q-

K5==yiyi
-*- 2=r -S

171 -&
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The pupil snould endeavor to remember the names of the notes which he vocalizes; and for tftat purp

would advise him to sing by note all of these exercises before vocalizing. He must also be able to recognise

the key of the exercise he sings.

i

<> . o <£> O .<?>-,

m^m>

x<5-x

SUP
-G£

-<S>- -&-
"ST.- :~"25" "ST "^^ "C ~ "25" "ST 1

*roung pupils, whose voices may not, at first, allow them to go up to Sol, can study to Do or Mi only.
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No. 1.
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EXERCISE IN SECONDS.

Sound two notes with one breath.

VOICE. Plsias ijggfeegHSlii^

PU>JO.
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EXERCISE IN FOURTHS.

333

^'
1

-«;-a

VOICE

PIANO



LABLACHE'S METHOD OP SINGING.

EXERCISE IN FIFTHS.
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EXERCISE IN NINTHS.
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OF THE MANNER OF CARRYING THE VOICE.

The true carrying of the voice, which the Italians call Portamento, occurs principally betwern two sounds

pitched at Ihe distance of at least one third, and in a rather slow movement. It consists in quitting the first

sound a little before the total expiration of its rhythmical value, in order to slide the voice upon the following

sound, after the manner of a very slightly perceptible anticipation. This slide ought always to be made with

augmenting the force, when the voice is carried upon a higher sound, and diminishing it when carried upon a

lower sound. It is necessary to avoid with care leaning strongly upon the carriage of the voice in descending.

This would produce a kind of yawn, which would be very disagreeable. All this may be very nearly indicated

in the following manner.

The carriage of the voice will be much more easily understood, if it is practised with naming the notes aa

we have marked it.

The carriage of the voice is also used, though mucti more rarely, between two notes which follow each

other in the scale ; but this only occurs in a very slow movement, and n^ver twice in succession.

SXAMPLE.

Execution.

Andante sostenuto.
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OF THE MANNEB OF PHRASING MELODY.

Melody, like speech, is formed of periods. The period is formed of phrases, and the phrase is divided iti

melodic members. Each period has a conclusion or long repose, wnich is called a perfect cadence ; it is li

the full stop or period in speech. Each phrase has a less complete repose, which is called a half-cadence : it

like the semicolon of speech; and, finally, each melodic member has a small repose, which is called a quart

cadence, and which may represent the comma of speech.

If any one should read without taking account of the pauses, his reading would be quite unintelligible; ji

to if any one should sing without making the cadences perceived, he would alter the meaning of the phn

and render them tedious.

The art of phrasing consists, then, in setting forth all the melodic members of a phrase, or of a period,

such a manner as not to be confounded one with another. To effect this, it is necessary, first, to know how i

distinguish the beginning and the end of each melodic member; second, to regulate the breathing in such

manner as to complete the member.

The examples which we shall give, will aid the pupil in becoming acquainted with the division of tlj

phrase.

We have pointed out, in Chapter III. how one ought to breathe for singing; but we ought to add here thjj

besides the full breath, of which we have spoken, which can only be taken rather slowly and at the end i|

phrases, or upon rests, there is the half-breathing, which can be taken rapidly at need, at the end of ea<

member. The mechanism of it is the same, only that as the action of the lungs is necessarily more rapid,

little more fatigue is experienced from it. Hence it is necessary that pupils should accustom themselves to taking
\

few half-breathings as possible. For him who has studied and practised well the rests,— perfect cadences, and ha!

cadences will almost always be sufficient points of rest for breathing.

We now present some periods, in which we shall indicate the indispensable full breathings by ". and the arbitra

half-breathings by .'

Every breath, large or small, ought to be taken at the expense of the value of the note which has just been left, aill

is such a manner as that the note, which follows the action of breathing, may be attacked in its strict time.

LlAMPLE

Period.

First Phrase.

First Member. • Second Member.

>

Second Phrase.

Third Member. ' Fourth Member.

*=? £
T
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»
-=- ^

Half Cadenoe.
n

T(s»-
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Perfect Cad**
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\o fh* penod one should lot breathe after the D which begins the second measure, because the melodic menibe.
ray e^ds wiUi B. In like manner the breath should not be prolonged to the G of the third measure, because this note
depends upon the member which commenced with the preceding C, and which ends only with the A of the fourth
measure.

It would be a great fault to breathe after the F# of the sixth measure, because this note is foreign to the accompa-
rying chord, and the melodic member is concluded only with the E which follows. The breath must be prolonged till

Rfter the B of the seventh measure, because this note is not the compliment of a melodic member; but it depends upoo
ie member commenced by the D which precedes, and which is completed only with the G of the eighth measure

IMMTTO

SAMPLE

First Phrase.
First Member.

Second Phrase.
Second Member.

m

UPS
* ?EEE

End
: of the

Sixth Member. •' Period

Ccffffir- ir rjf^M

inni s==s—a= 3

F

^^Pi gp

i £=£ ^F^

lhe first two phrases of this period ought to be sung with a single breath for each, for these are composed of a

ingle member. The third phrase may be divided into two members ; consequently we have the opportunity for the
alf-breathing at the end of each of them. The fourth phrase may likewise be divided into two members, and we may
reathe after the D which finishes the fifth member, and which commences the sixth. Let us observe, at this time,
lat whenever a sound of long duration, in one measure, is prolonged upon a part of the following measure, this length

y Syncope may be considered as a rest, and advantage may V taken of it, to draw upon it a half-breath, befort
trOring the sound which immediately follows it
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First Phme. Seoond Ptartse.

First Member.

illSfl^
: ofthi

Fourth Member. • Peri ^

EXAMPLE

SiEE «- 3 INipig

In the first phrase of this period the repose or quarter cadence occurs very harmoniously u non the F of the second

measure, but the melodic member should be prolonged as far as D. The case is similar the second member
which is finished only on F of the fourth measure.

In the second phrase, we would by no means breathe on the G#, because this note is foreign to the chord

necessary to wait till after the D which follows it, before breathing.

it ii

Examples might be multiplied, and yet only a small part be given of the numerous and varied cases which ma;

present themselves. These periods are sufficient to show the necessity of good application, to becoming acquainted

with the beginning and the end of the musical member, in order not to interrupt them awkwardly by breathing.

is the master's duty to guide the pupil in this research, which may be done in practising vocalizing exercises. Lei

us observe only, that, whenever it is required to make a sustained sound, or a passage of great length, we must be

careful to breathe immediately before it, without regard to the completion of the member ; the rule must, here, yiel<

to the necessity.

OF THE MANNER OP GIVING LIGHT AND SHADE.

In order to phrase well, it is not enough to comprehend and unfold the musical meaning ; it is still necessary k
give to each phrase, to each member, a suitable coloring. Light and shade constitute the principal elemen* of

expression
;
and the artist who does not know how to put a great variety of color into his singing, will always b*

common-place and cold, howsoever fine a mechanism he may possess in other respects. Too much application, theo,

cannot be bestowed upon acquiring the faculty of producing at will, forte and piano, and of passing gradually froir

one to the other. Persevering study of swelling sounds, is a great assistance in attaining this. With regard to thfl

use of this faculty, it has such varied forms that it is only by a sort of oral tradition that all the good can be

transmitted which the exquisite feeling of the celebrated singers of past time has bequeathed to us, and which forms

the inheritance of the modern school. We can only give some general rules, the application of which will develop u

pupils the germ of expression and of taste which they have received from nature

:
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Fit a, Every note of some duration ought not to remain of the same force from beginning to end ; in p*nersJ, il

bould be a swelL

Second, Every ascending phrase should pass from weak to strong.

Third, Every descending phrase should pass from strong to weak.

Fourth, Every note foreign to the chord which accompanies it, if it has a short duration and is placed on the strong

eat of the measure, or on the strong part of the beat, should be accented more strongly ; from this comes the name

Ippoggiatura, which is given to it in Italy.*

In a measure of double time, the first part is strong, and the second weak. In triple measure, the first part i*

lways strong and the third always weak ; the second part is sometimes strong and sometimes weak. If the part of

he measure is composed of two crotchets, the first is strong and the second weak ; if of quavers, the first is strong

nd the second weak. In general, wherever there is a succession of notes of equal value, the notes of uneven

lembers are always strong, and those of even members are always weak.

Fifth, Every note foreign to the key in which it is found, should also be more strongly accented than those which

mmediately adjoin it.

The difficulty consists in the choice of the degree of force which should be given to the different notes. It is just

his which cannot be pointed out. If a person does not employ voice enough, he remains cold ; if he employs too

auch, he becomes exaggerated.

A good teacher will keep his pupils equally distant from these two extremes, and will know how to guide them in

he application of light and shadow which is befitting to the particular character of each piece, to the dramatic

ituation, and to the signification of the words for which the song is composed.

Before occupying ourselves with the various embellishments of singing, we shall here give some very simple

oealizing exercises, upon which pupils can make application of all that has been said in resnect to the mechanism c/

h* voice and expression

• 8m tf» Chapter on th* ftnWHfchmwiti of Siajps*, p*f» St
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CHAPTER V.
«

OF THE EMBELLISHMENTS OF SINGING-

There are some conventional signs which are called, by cu?fom, Embellishments of Singing. These are,

first, the Appoggiatura ; second, the double Appoggiatura ; third, the Grupetto or turn ; fourth, the trilL "W

proceed to explain these in succession, pointing out the means of executing them.

OF THE APPOGGIATURA.*

The Appoggiatura is a small note, placed immediately above, and sometimes below an ordinary note, in th

following manner.
-fl-

r-j—J~~~

ik^St— x-*-

When the Appoggiatura is above, it is made at the distance of a tone or semitone, without changing the ke

in which it is found. When it is below, it is always made at the distance of a semitone, even when to eflfec

this it is necessary to change the key.

Its duration is commonly half that of the large note which follows it, and this value is taken out of the sam

note.

The two Appoggiaturas, given above, must be executed as if they were written thus

:

#S>!ZZ22

When the Appoggiatura is found before a dotted note, it takes sometimes two thirds, sometimes one thf/d, u

the value ; this depends on the character of the melody, and a little on the accompaniment.

Sometimes the small note is placed at a greater interval from the large note ; but in that case it is alway

prepared for, that is to say, preceded by a note like itself.

Prep. Prep.

i±
EXAMPLE.

The Italian term, derived from Appoggiare, (to lean upon,) sufficiently expresses the manner in which th

little note should be executed ; that is to say, it should be accented more strongly than the large note whici

bllows it. It is essential to be thoroughly acquainted with this principle, the exact observation of whicr

contributes much to coloring the melody, or, in other terms, singing with expression.

LESSON OR STUDY OF APPOGGIATURAS.

b.lERCISE XVI.

Execution.

Andantiiio

* The old composers undoubtedly adopted the use of the small notes, to avoid the confusion to the eye, and the doubt which would be ;ast ape:

rt» harm my by th* presence of a note foreign to the chord on the strong part of the measure. But as at this day a multitude of notes of this kftu

tr> introduced into the melody, authors ought to write the Appoggiaturas in ordinary notes, indicating the value which they intend them to have ; b

im*Z thit- they would avoid bninij oft«n misinterpreted by perfbrmera of imperfect musical sentiment
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The Appoggiatura notes are often written in ordinary large notes, with their determined value. In tat

present state of music, composers should all adopt this mode of indication, (see page 52.) But as the mannei

in which the Appoggiatura is written makes no change in the color which it should have, it is essential to knov|

how to distinguish it in the course of the melody.

For this end we make the pupil acquainted with the following rule :
—

Every note, whether changed or not, which is foreign to the chord which accompanies it, and is found on th<

strong beat of the measure, or on the strong part of the beat, is an Appoggiatura, and should be executed as such

It must, however, be observed that if the Appoggiatura has not a certain value, it should be accented stronglj

only when it is reached by a skip ; for if in a diatonic succession of short notes, of which the first of two wouh

always be an Appoggiatura, a person should make an inflection of the voice upon each of them, the singin|

would have all the ridiculousness of a caricature.

Here is an example, in which we shall mark thus x all the notes which, according to the rule above stated

are Appoggiaturas, but in which we shall also indicate by o placed over them, those which ought to pasi

without a perceptible inflection of the voice.

EXAMPLE

jgE See
¥£4

f*

i=m EEEE3£=z
* ' ?nm

OF THE DOUBLE APPOGGIATURA.

The Double Appoggiatu/a is always made with the notes of the key, whether ascending or descending. It

value is taken out of the large note which follows it. It is executed by articulating lightly the two little not©

and leaning the voice upon the large note.

This embellishment is only employed in light pieces.

Andantlno Grmxloto.

EXAMPLE.
*£!•
5=£EE=.;£E=r«

J
£
*

s
s

->-

JJt3=3^

Tt~T^-
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ON THE GRUPETTO, OR TURN.

The Grupetto is ail embellishment, composed of three sounds, forming sometimes three, sometimes foui

notes, grouped together by adjoining degrees. It may be ascending or descending, but its extent should nevei

exceed a minor third.

: Good. : Bad. : oood. •

rxamplr$^m^^^^M
Minor 8d. Minor 3d Major 8d. Major 8J Minor 3d. Minor 3d.

The note of the Grupetto, lower than that which is affected by it, ought always to be at the distance oi

semitone. From this it follows that the Grupetto must sometimes be limited by a diminished third.

EXAMPLE. fe^t
When it is formed of three notes, as above, its value is always taken out of the note which precedes it, in

Buch a manner that the note which bears the Grupetto shall retain exactly its assigned place in the measure.

When the Grupetto is formed of four notes, its value is also taken from the length of the note which

precedes it, excepting the case where it is placed upon a dotted note

EXAMPLE.

fbeae Grupetti are

indicated thus :

Execution.

irffS- 1 s ^=*m*mm
§e

2£ m ¥=£ g^^

We now give an exercise of every kind of Grupetto, with their signs and the manner of executing them.

W e give this lesson with so great profusion of Grupetti, only as a study, and noi as a model to be followed

,

the use of this emb ^lishment, as of all others, requiring to be restrained by the good taste of the composer o»

tke performer
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Bledermto.

indication.

Execution.

KXERCTSE XVII.
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OF THE TRILL.

The Trill is indicated in the following manner. Its execution consists in the rapid alternate staking < f ui<
n -te on which it is placed, and that which is immediately above it in diatonic order.

If any one has performed often, (and with care,) the first exercise which we have given for connecting
sounds, he ought to possess already some facility for executing the trill with a moderate movement.

Indication,

Execution.

_tr_

-d- p^6
^^BbtteE±£^5eBjj

s
The execution of the Trill is generally very difficult ; some persons, however, have such a flexibility of th<

larynx, that they perform it quite naturally in this case, we only recommend to them to be careful of thf
intonation

;
for it may happen to them to strike the same sound, or two sounds, too near together, which

would produce the effect of a trembling, or indeed to strike two sounds at the distance of an increased second,
a fault equally insupportable to delicate ears.

We give the same advice to pupils who have not this great facility ; and we will add, for their consolation,
that if the Trill costs them more trouble to acquire it, they are also more sure of performing it correctly.

The most efficacious means for attaining it, is to practise it in strict time, counting the number of alternations

to be made in the time of a given note. This practice should be done at first slowly, without moving thf

tongue or the chin, regarding with care the intonation of each of the two notes which form the trill, and
avoiding a certain roughness in falling upon the lower note. This fault, to which a person is unfortunately ton

much inclined, is absolutely opposed to the lightness which the trill ought to have.

Every trill, long or short, should have a conclusion ; this conclusion is formed of one, two, or three notes

which composers sometimes write, but oftener omit.

Examples.

.Jn.

-—.^^.mj^m-\.&r&± :a^IS
The first three conclusions are suitable for trills occurring in light pieces. The last three would be bettei

ifter trills of great length, and in pieces of a graver character.

The trill may commence with the lower note, or with the higher. It is important, in study, to practise both

tfays, in order to obtain more equality; for one is naturally disposed to give a stronger impulse to the first of

he two notes.

We call the first of two notes, or strong note, that which commences the equal alternations.

In the first of these two examples, the D is the strong note, but in the second it \a E, for these equa

alternations only commence with E; the D which precedes does not properly belong to the trill, and is as it

were a preparation.

As regards the trill, with a conclusion of one note or of three notes, the equal alternations ought to begii

tvith the lower note ; by this means one is not obliged to accelerate or to retard this conclusion, in older t*

finish regularly in time.

* We recommend to pupils never to change in a conclusion of two notes, that one upon which the trill ought to finish, in forming • p»rfw
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EXAMPLE

Execution.
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When the trill has a conclusion of two notes, the equal alternations ought to commence with the highe.

note, for the same reason.

EXAMPLE

Execution.

or;—
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_ir_ &^
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^^^fff^^^^^^ff^^trT^^^
The old singers never executed the long trill, forming a cadence or half-cadence, without preceding it by a

swelled sound, which they called Messa di voce : and, furthermore, their alternations began very slowly, ant
underwent four changes of quickness, as for example :—

EXAMPLE.

Execution.
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Half Oftdeao.
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This system is good, but it requires a long breath. Modern singers have, in general, adopted the custom oi

commencing the trill without the Messa di voce, and of executing it without change of quickne&s For study
the old manner is much the best, and we recommend it to pupils. In ordinary u«*e it is necessary to follov

custom, go lo lg as one has not the force of talent to rule it.



LABLACHE'8 METHOD OP 8INOINO
61

The trfi is sometimes practised on a series of notes in the ascending or descending scale.
ft must have a conclusion to each note; the ear is better satisfied with the slight repose which results.

EXAMPLE.

Execution.
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The following is a lesson with the application of all the precepts which we have just given on the trilL

ON THE
TRILL.

Execution.

:xercise

XIX

ft
i
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Modarato.
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ON THE ROULADE OR YOLATA.

The Roulade, (in Italian, Volata) is, in singing, the rapid series of sounds, distant tones, and half tones, frorc

each other, which form what are called Runs on instruments.

Much lightness in the voice is necessary for executing it. When this lightness is not possessed naturally, n

must be acquired by a regular course of practice, following the precepts we have already given, Chapter r f \

on the manner of attacking and connecting sounds. See page 9.
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VVc will here add, that in order to attain a good execution of the Roulade, one ought,— First, to pracn&e i

tery slowly at first, in order to ensure its intonation. Second, to increase the force in the ascending scale?
Third, to articulate, with some firmness, the first sounds of the descending scales, and then to gradually
diminish the force down to the lowest note. Fourth, to accelerate the movement little by little, fixing tb-

thought on the sounds which commence the strong parts of the measure.

The following series of exercises will serve as a continuation to those given in Chapter III, pages 10 to 2X

1.

EXERCISE.

|p;p^iS!S^gfeip^S^p^ggg

ifiii©is
r&?3^SE3?

—S2—Pnn

&T3
0~jr

;-e-F

i^ir^i-iI
e 'Sl :z\ :iz: I m
33 J^Ef&S^W^^S^M^^^Mmzm

i^p^a ^fe^teaiipsrj?*:2&VjW^&E-m~~T~ry-ff~ri i i

—

u&:J
iS, ^£E3=i^rr^—j—r-z -^f

—

r^
i

i-i

^S^H
—3^51

~ «-
«:=p



38 LABLACHB'8 METHOD OF 81NGIKG

HT%mmW*̂ BB&im kgm

^^0^mms^g^0^mm
PSiiigil^^gfggii^ V- fflg

IpgpS!
1EE*=$_dE-£-E mmmmm P=riM^3

pS it ;ff=s

^^g^Ssj^ggfi^B^^^^^
^|p rzr-^—r—B

£3Sfi£3§£
—Q D

—

S#^l7^^^6g#^^
E?=Ep=|-^^

i
i r *t4jt-H^?ir~r^^p| ig_ :_g:

!5>

3£

-<S>-
~23l

±n



LABLACHB'8 METHOD OP 8INOING 6V
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EXERCISE t*d£

XXIX.
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EXERCISE
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EXERCISE

XXXIII.

ttXERCISE

XXXIV.

SXERCISE

XXXV.

We particularly recommend the equent study of the following exercise, as very suitable for developing and
for equalizing the voice.

tXERCISE

XXXVL
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liXERCISE
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ON SCALES BY SEMI-TONES.

These scales are ol very difficult execution. Independently of the great lightness, and of the clearness «. f

articulation which they require, there is danger, when they are of a certain length, of adding notes or of 10.

giving enough. To avoid this fault, and to ensure correct intonation, it is necessary,— First, to Ira's e a cleai

apprehension of the interval which the first and the last note form ; Second, to count the number of semi-tones

which they include, and to reduce them to measure, taking care, in the study, that the last note shall fall on a

strong part of the measure. We have arranged the following exercises according to these principles, and we
urge pupils to study them at first slowly, and always with much attention.

m
CHROMATIC SCALES.

EXERCISE XXXVIII. INTERVAL OF MAJOR AND MINOR THIRD.

OS
I IS M —

I Ml ^-£: :E
? Hfe a $#* 3=E
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EXERCISE XXXIX. INTERVAL OP A FOURTH.
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EXERCISE^*
XL.
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INTERVAL OF A FIFTH
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• •• Pifth. J Ftftlb

pgflggfe ^-.^s^ljtg
**•*••••

: • Firth.
• Third. .'
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INTERVAL OF A MAJOR AND MINOR SIXTH.
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Notk. — We have adopted this manner of writing chromatic scales, in order to have between the notes which begin each part of the

raw of oontonant intervals, upon which the attention of the pupil may be more particularly engaged.
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We now present some vocalized pieces a little more difficult; we will afterwards treat of all that has lelatioo

to singing with words. •

VOCALIZING.

No. 9.
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CHAPTER VI.

ON TASTE.

True taste consists in an exquisite judgment of what is appropriate ; in an aptness to invest one's self witn

the character of the piece to be performed ; in adding energy to it by analogous coloring, and in putting one s

self into a state of feeling, so well in accordance with that of the author, that there results a oneness, perfect

*s if it were the product of a single thought.

He who possesses this faculty, knows how to put grace and spirit into gay pieces; elegance into thcst

which are only pleasing ; sadness into pathetic songs; grandeur and mystery into religious music; warmtih

and transport into pieces where strong passions are in play.

This taste, which is as enduring as truth, from which its principles are drawn, can be formed only by study

by hearing great masters, and by reflection.

ART OF ADORNING MELODY.

The use of ornaments, which for the past eighty years has been carried to an extreme, even to abuse

appears in our days disposed to return within more suitable limits. Composers seem disposed to give theii

ideas a turn, which, by having more precision, puts a check to the rage for decoration which has possessed

common singers. They deserve praise for this courage, which tends to free melody from the insipir

vulgarities with which it is overloaded.

There are two conditions dictated by good taste, and from which we should never swerve in adorning

melody.— First, The adornment must never change or obscure the phrase. Second, The ornaments mus
always be of a character analogous to that of the piece.

Thus it would be ridiculous to introduce light ornaments in grave and sustained pieces; it would be equally

so to employ impassioned accents in songs of a merely pleasing and elegant character.

Aside from these two conditions, which wholly depend on appropriateness, fashion claims much in the

* choice of ornaments ; hence it would be superfluous to give positive models, which, though good to-day, wouk
be in a short time, perhaps, no longer passable.

We confine ourselves to presenting, on a small number of simple phrases, some ornaments which, by thei:

variety of color, may be applied to melodies of very different character.

EXAMPLES FOR ILLUSTRATION.

Second Melodic Phrase.

Majestic
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It will be remarked that the Appoggiatura, the Grupetto, the Conducimenti,* and anticipated or syncopated

aounds. are the principal means employed for adorning these phrases.

ON CADENZAS, OR ORGAN-POINTS.

fheie are two kinds of Organ-points. Fust, that which is made on the dominant to pass to the tonic, and

arhich the Italians call Cadenza, because it constitutes a perfect cadence ; Second, that which is made on the

chord of the dominant alone, which constitutes a half-cadence, and which the Italians call Fermata. Diatonic

scales, chromatic scales, scales by intervals, in fine, all kinds of passages which have the notes of the chord of

the dominant for bass, are the elements of these Organ-points. Taste must, in all cases, determine the choice

of these passages; and it is indispensable that this should be made according to the movement and genert'

tone of the piece.

• The Conducimenti are portions of the *»b rrhich ere •mployed to ocnneot htx »otea separated by a largv ntervai
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Andante.

EXAMPLE
r>pa. -SZ 3&
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Perfect Cadences.

»

Allegro. ,——,
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ii
Perfect
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Perfect Cadence.
P=^l

In old airs, the perfect cadence was always terminated by a long trill, in the following manner :
—

i i 1 1 i ^^^ ^^^ ______ _______ ______ ______

fciLS-®e m
Cadences of this kind, which the severe school prescribed to be executed with a single breath, required an

immense outlay of force by the lungs. Tt is, perhaps, in consequence of the fatigue resulting from it, that

modern singers have abandoned its use.

-zfa:EXAMPLE.
Cadenza on the P

Dominant or Fermata.
_3CJuTZI ___tt ti-

" a I

These Cadenzas may sometimes receive an extension of some notes which connect the dominant with the

first note of the following phrase. This extension is called Conducimento.

EXAMPLE.S c jgjggg^llaaH3SSiU

1-013g_#m

CHAPTER VII.

OF ACCENT, AND ITS APPLICATION TO DIFFERENT PIECES OF MUSIC.

Accent is not the faculty of feeling, but the expression or manifestation of feeling, guided by taste in It*

application. If the pupil has a good understanding of what we have said in the chapter on Taste, let him take

into consideration, first, the time or the movement indicated by the author at the beginning of the piece, and ther

the words for which it is composed, and he will know at once what accent must be given to it. Thus, for example

LARGO.
i

Should be sung deliberately and smoothly, with great breadth and firmness of sound
ADAGIO. > Grupetti, trills, and ornaments of all kinds, should be performed with breadth, and the

CANTABILE. ) shading should be mellowed so as not to present any very striking contrast.

LARGHETTO. Should be sung in a manner either graceful, tender, or mournful, according to the

ANDANTE. r epithet which commonly follows the indication of the movement, and according to the

ANDANTINO. I words of the piece.

ALLEGRETTO. The ornaments should keep pace with the acceleration of time in the melody.
ALLEGRO.— Requires vivacity and brilliancy.

AGITATO. Requires emotitm, warmth, passion, with few or uo ornaments.
pRESTO. Requires spirit and lightness.
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These different pieces might be sung with expression, without giving them a ngnt accent. If the means of

expression proper to Agitato should be employed in an Andante, the effect would be extravagant and ridiculous

if, on the other hand, Agitato should be sung as a simple Allegro, it would be insufficient and cold. Thus it if

the feeling of what is appropriate, that is taste, which must determine the color proper to each piece, and the

choice should be dictated, as we have said before, by previous examination of the words and of the melody
itself; the character of this is often made known by an epithet which the author adds to the sign indicative of

the movement

OF THE RECITATIVE.

Recitative is dramatic dialogue spoken with musical sounds. The best recitative is that which approaches

most nearly to good declamation. As it would be extremely difficult to express in notes the variety of rapidity

and slowness which answers to the movement of the passions, composers only indicate the ends of phrases by

cadences, ar- '
tUo long syllables of words by notes placed on the strong parts of the measure, or on the strong

divisions of the parts, leaving to the intelligence of the singer the care to dwell a longer or shorter time on

each of them. From this it may be perceived how much reflection is necessary for the good execution of the

recitative. The singer ought to be thoroughly impressed with the dramatic situation, with the character of the

person, with the nature of the idea, and with the value of the words which express it. If one of these

considerations is neglected, there is great risk of accentuating contrary to the sense ; for the same idea, the

same word uttered by Othello, would not have the same color as if uttered by Figaro.

The Italians long ago introduced the custom of frequently making Appoggiatura notes, or rather substitu-

tions of notes, in certain places of the recitative ; this gives indeed more elegance, and destroys a little of the

monotony resulting from the frequent repetition of the same sounds.

It is impossible to determine, beforehand, all the places where this substitution of note is practicable ; but, in

general, wherever the strong part of a beginning or an end of a phrase of a recitative is formed of two equal

notes, a note one degree higher may be put in place of the first of the two notes.

EXAMPLE

Execution. N
,
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EXAMPLE.

Execution.

e
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w^= -$g -^S-^ m
EX A.MPLE.

Execution.
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i
At the end of the phrase, this substitution may even be made, sometimes, by a lower note, if it is prepara

tory, and if it is at the distance of a semitone only.

EXAMPLE.

Execution,
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fhese kinds of substitutions should be made less frequently in French recitative, especially at the beginning
01 phrases, where they are really good only when the substituted note, and that which follows it, depend od
the same word.

KXAMPLE.

Execution. <

s*^^mm^ m̂sfcz^i] 02021

Que je l'ai-me moi meme. Ses larmes mere • tiennent. La haine tou« a - veugle.

^S^^^S^i^S^j
15=

1

i*==E=^ ::sp: ee

EXAMPLE.

Execution.
In use, but
not so good.

a £ 2E£EEE
*—^--

S'arme contre ma gloire.

£^1
He-las ! il fal - lait bien

3SC

qa'une si noble en - ri - 0.^gs^s^^^
XT

-JSEZZ-
-&r m

Ornaments and runs also are often made in the recitative ; we do not wish to proscribe the use of them, tor

if they are well chosen and appropriately placed, they may sometimes aid in the expression of the sentiment

indicated by the words But good taste requires great moderation in their employment, especially in French
recitative. Some very short passages, only, should be allowed at the end of the verse, and at the repose 01

melodic cadence.

ON PRONUNCIATION AND ON ARTICULATION.

Pronunciation, in singing, is subjected to the same rules as in speech Good pronunciation consists in

giving to each letter, or to each syllable, the sound which belongs to it ; but as syllables have generally more
force and duration when sung, and as defects become thus more striking, it is necessary that the pupil, in

singing, should take still more care to follow the directions of the grammar for the formation of each syllable.

The rolling of the R, the hissing of the S, ought not to be extravagant ; but it is necessary, above all, to apply one's

self to giving to each of the vowels the sound which is proper to it, but not to excess in the pronunciation of

E and of U, which, to favor the emission of the voice, should be uttered with the mouth closed as little ai

wssible.

The merit of a good pronunciation would disappear with the singer, if he did not add a good articu-

lation, which consists in giving more or less force to the consonants. The degree of force of articulation,

ought to be subordinate to the sense of the words, to the dramatic situation, to the character of the

person who is speaking, and, above all, to the size of the room where one is singing, and to the number

of hearers. For such articulation as is indispensable in an Opera-house, becomes extravagant in a saloon,

mid such as would be sufficient in a saloon with few persons, would become, as it were, smothered

oy the presence of a much larger number ; because the air, which is the vehicle of sound, would circulate

•ess freely.

We would advise pupils to articulate rather extravagantly in study ; for then if in siiufing r efore people th«*v

V>»e a little of their precision, they will still have enough to do well
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CONCLUSION.

Having now set forth such rules as have been proved to us, by experience, to be useful, it remains for m* to

say a few words on the manner of governing the voice and practising.

The voice is the finest of instruments, and also the most delicate. A well regulated life is necessary lu

preserve it; all excess tends to destroy it; all violent exercise is hurtful to it. It is even necessary to abstain

from singing too long at a time ; for, as it is indispensable to always sing with a full and sonorous voice, the

organs would suffer by too long continued exercise. The singer should be careful to leave off singing a little

while before being fatigued. It is impossible to fix a limit to the time of study ; this depends on the strength

of the individual. But we repeat that this study should invariably be performed, not always with the entire

fulness of the capacities of the voice, but always with an open and sonorous voice ; nothing is more injurious,

and nothing more retards the progress than the habit of singing through the teeth, or of practising in a mere

humming tone. The chest is fatigued, the throat acquires no real facility, and the voice gains neither certainty

nor development.
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